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Abstract: This essay considers the music curriculum from a philosophical
perspective, focusing on the tension between freedom (personal autonomy)
and discipline (moral and ethical principles). The approach could be char-
acterized as hermeneutical: the aim is to deepen our understanding through
discussing the basic arguments for justifying the inclusion of music educa-
tion in the curriculum. The essay considers if the view of a broad education
that nurtures wisdom in pupils with an optimal balance between freedom
and discipline could be adapted to music education. A broad music curricu-
lum supporting freedom and pluralist values and nurturing wisdom in
pupils within the framework of moral and ethical principles may provide the
Justification for music education in our present society.

This essay considers the music curriculum from a philosophical perspective,
focusing on the tension between the two essentials, freedom (personal auton-
omy) and discipline (moral and ethical principles). The approach could be
characterized as hermeneutical: the aim is to deepen our understanding through
examining the basic arguments for justifying the inclusion of music education in
the curriculum.!

The curriculum concept is multifaceted and is used in various ways and for
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different purposes. For instance, it may refer to the content of education, the sys-
tem or the process of learning or a realm of meaning. It has also been connected
with educational values. Thus, as Estelle Jorgensen suggests, it can be justified
philosophically.?

The notion of a broad curriculum nurturing wisdom in pupils was put for-
ward by Alfred North Whitehead who stated that the two essential educational
principles, freedom and discipline, should be considered in the context of chil-
dren’s and young people’s lives and applied to foster the development of their
personalities so that they will respond to a natural sway, which he called the
rthythm of education. This view of a broad education that nurtures wisdom in
pupils with an optimal balance between freedom and discipline could also be
adapted to music and arts education.’ Jerome Bruner adds a cultural element:
education is a process that should provide alternative views of the world when it
transmits culture.* In terms of curriculum planning it is a question of achieving
an optimal balance between freedom and its limits. The balance between free-
dom and discipline has been set within curriculum-making in several ways, both
historically as well as in the current discussion on the contents of the music
curriculum.’

The latter part of the essay explores the principal values that lie behind music
curricula in the Nordic countries, where a pluralist and a relativist approach is
emphasized.® Not only is the curriculum looked upon as a directive document,
but the postmodern view based on the fundamental principles of global ethics
is also considered. A broad music curriculum supporting freedom (personal
autonomy) and pluralist values and nurturing wisdom in pupils within the
framework of moral and ethical principles may provide the justification for
music education in our present society.

UNDERSTANDING THE CURRICULUM CONCEPT

There are many possible definitions of the term “curriculum” and it is used
in various contexts. The focus is sometimes on the content and sometimes on the
form. It may refer to a practical process, to an essence, or to a product and is
combined with words such as curricular content and evaluation.”

In many people’s understanding, the word curriculum means what subjects
are (or should be) taught in educational institutions. However, this kind of defi-
nition could be criticized for being too narrow since it usually fails to incorporate
moral and ethical dimensions. The focus should be rather on the justification of
the contents in educational terms than on the detailed planning. The nature of
this question is philosophical. There is also a political dimension since the ques-
tion of whose values are chosen as a basis for creating the curriculum is usually
one of power. The politicization of education and the implications of that affect



MARJA HEIMONEN 63

not only education itself but also the concept of democracy. In both traditions,
curriculum choice is significant both theoretically and practically.?

The notion of curriculum content has ranged from narrow to broad interpre-
tations. It has even been stated that the term means everything that is going on
in the school. If this were the case, the curriculum would cover not only the ac-
tivities in the classroom but also the painting of the walls, for instance. In its nar-
row meaning, on the other hand, it refers mainly to official written documents
produced by state authorities. This more restricted view is favored in Nordic so-
cieties, where the term curriculum (in Swedish, liroplan) has generally been
given the meaning of a directive document regulating the contents, quantity, and
distribution of education. The broader meaning in English includes the philos-
ophy as well as the views behind the concrete curriculum content. Nevertheless,
the concept of the “hidden curriculum” has also been recognized in Nordic
countries.’

The connection between the curriculum and the aims of education are of
great significance in that the aims are implemented through the curriculum.
These aims may differ considerably depending on the time and place. Justifying
autonomy as a principal educational aim has characterized Anglo-American dis-
cussion, whereas social aims have probably been emphasized more in Nordic
countries. This is a rough distinction, however, since in practice both social and
individual aims have to be taken into account when a curriculum is
formulated.!

The word curriculum has also been said to refer to a set of planned activities.
These activities are designed to implement an educational aim (or a set of aims)
in terms of the content of what is taught and the knowledge, skills, and attitudes
that should be fostered. In this the curriculum differs from the syllabus, which
refers to the content and the structure of the subjects included in it. It is also dis-
tinguished from the concept of lessons, which refers to the portion of time in
which the content of the syllabus is implemented. However, any definition of the
word curriculum should go far beyond merely stating the content of the knowl-
edge delivered or the list of subjects that are taught to pupils. Justification of the
aims of such transmission and exploration of its effects are needed. In this wider
meaning “curriculum” could be seen to refer to the overall rationale for any edu-
cational program."

In practice, the content of the curriculum is not only reflected in the educa-
tional aims or in philosophical ideas about how children and the young might
be nurtured. The curricula for general education in Nordic countries, for
instance, have often been the result of political compromise. The contents and
choices have not been considered neutral, but have rather been connected to
political interests at both the state and local level. The aims of education could
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be seen to embody its fundamental purposes and the nature of the curriculum,
which has often been set up by different groups in a society after more or less pas-
sionate discussion.!?

It is thus clear that the term curriculum is used in various ways referring to
anything from the content of education to the application of reason or discourse.
It has also been connected to educational values, although teachers and planners
do not always agree upon the underlying values of music education, for exam-
ple. In this context, the proper roles of classical and popular music in the
curriculum and the question of placing the emphasis on aesthetic or pragmatic
values has been the subject of much discussion. It does not appear to help if the
curriculum leaves room for various views and for decentralizing the decision-
making power among teachers, for example. Deep differences and even conflicts
in value systems have to be taken into account in creating a solid basis for a
broader curriculum; in the narrower version the value conflicts are resolved and
the necessary compromises made without the involvement of school personnel.
A dialectical view between theory and practice, incorporating multiple images
may be very useful in creating and justifying a music curriculum.” It could be
even more significant within a school curriculum incorporating subjects such as
mathematics, science, and language studies.

I will now explore the position of music within a general curriculum. My aim
is to illustrate the tensions between freedom and discipline, that is, the close con-
nections between the contents of curricula and the ethical and moral values in
the surrounding society.

MUSIC AND MORAL EDUCATION

The first formal educational systems of schooling were established by the
ancient Egyptians. In their society, music and the visual arts were enjoyed and
supported and singing carefully chosen songs was regarded as fostering sound
moral attitudes and good behavior. Music education was also associated with the
moral development of the young also by the Greeks.! Plato states in the Repub-
lic that music should promote measure and harmony in the soul; thus, it should
be simple and calm.”

The term “music” had a wider meaning in Ancient Greece than it commonly
has today, referring not only to music in the modern sense but also to the terri-
tories of the nine Muses: Clio (history), Futerpre (lyrical verse), Thalia (comedy
and pastoral verse), Melpomene (tragedy), Erato (love songs), Polyhymnia
(heroic verse), Terpsichore (dance), Calliope (epic verse), and Urania (astrol-
ogy).'° Aristotle shared Plato’s opinion about the importance of music education
and the kind of music children should be allowed to learn, although he was not
as strict as Plato and wished to increase the number of modes permitted. He saw
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it as a means of learning about anger, temperance, and other emotions and
virtues since it was the only subject in which emotions were directly represented.
The educational role of music was primarily ethical, since it was regarded as hav-
ing the power to shape the character of children and adolescents.”

It is suggested that much traditional educational thought could be consid-
ered Aristotelian in origin with regard to the relationship between philosophy
and curriculum development. Aristotle divided knowledge into the theoretical
and the practical, and education aiming at citizenship was crucially important
and different from that aimed at a vocation. Education for citizenship did not
focus on special subjects but rather offered a broad program created with a view
to developing human potential. It emphasized the development of moral virtues
such as courage, temperance, friendship, practical wisdom (phronesis), and jus-
tice, where justice, to a great extent, concerned adherence to the laws of society.
Discipline was only one aspect of Greek ethics, however, which also incorpo-
rated personal and social welfare and the principal focus was on citizens’
well-being as a whole.!®

Concepts such as phronesis and praxis have been adapted as a basis for prax-
ial philosophy of music education today, which emphasizes the value of the
process of making music. The functions provide the criteria according to which
its value is judged: music(s) and music education are evaluated as good depend-
ing on how well they serve their particular function in different contexts in
current multicultural and pluralist societies. According to this view, no universal
good music—or music education—exists that would justify the dominance of
one genre or of one teaching method. The pluralist and relativist view of music
education stresses the validity of different musical genres and takes account of
the moral values and ethical backgrounds of various groups and pupils. Practical
wisdom promoting the right action in different situations is the ethical principle
that guides music educators in finding a balance between the two essentials, free-
dom and discipline."”

However, music—like other arts—has not always been regarded as a means
for fostering sound attitudes or morally good human beings. According to John
Locke, for instance, music should occupy the last place in any curriculum
because it is a waste of time and is associated with “odd” company.” Lord
Chesterfield was of the same opinion: music is connected with nothing but bad
company.” Locke and adherents of philosophical radicalism considered that the
minds of children are blank slates and from this it follows that their cultivation
and upbringing are of great importance. Education was also affected by another
aspect of philosophical radicalism, namely utilitarianism, which promoted the
view that children and the young should be educated for some useful purpose in
life. The children of rich families should be channelled into a private or public
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role in society and the poor should be trained for lower positions, such as a pro-
fession in music or on the stage. In short, the morally educative function of
music was severely questioned.?

The replacement of well-being by law as an ethical concept has been con-
nected to Christian ethical thought. The guiding principle was said to be
obedience to God’s commandments. Kant’s categorical principle, his moral law,
replaced these commandments with the supreme principle of rationality: moral
obligation was paramount and the life of highest worth was founded on duty.
This concept of human life reflected the Protestant culture, of which Kant was
a part.”? His aesthetics has been used as a basis for justifying music as part of aes-
thetic education, the stress being on the inherent value of the art works rather
than on the process of making the music. Moreover, his categorical principle,
also widely known as the golden rule, could be said to form the limits of freedom
in all kinds of human activities, including music education, in today’s global,
post-modern world.

For non-Kantians, however, aesthetic experience is a form of ordinary expe-
rience available to every person. This view of the philosophy of art stresses the
holistic and dynamic processes of aesthetic experiences: performing, listening,
and composing are all activities and there is no sharp distinction between music
education and musical experience. As John Dewey states, “It is not possible to
divide a vital experience of the practical, emotional, and intellectual from
another and to set the properties of one over against the characteristics of the oth-
ers.”* Moreover, in every integral experience there is dynamic organization,
growth, development, and fulfilment: “Experiencing, like breathing, is a rhythm
of intakings and outgivings.”” Dewey stressed the importance of publicly sup-
ported schools providing music education for all children irrespective of their
social, cultural, or economic backgrounds® and his ideas have inspired several
current thinkers who have developed them and applied them to music educa-
tion in different societies around the world. One of these, Paul Woodford, refers
to Dewey’s democratic ideas that teachers should play a significant role in formu-
lating the curriculum, stating that he too would prefer to give freedom to
individuals to decide for themselves how to apply their democratic visions in
their classes.”” However, one of the basic principles that limit our personal free-
dom is the fact that in today’s societies with their pluralistic values we are
supposed to appreciate different kinds of musical genres and to acknowledge
their justification. The tensions between different groups, some of which empha-
size freedom (autonomy) and others discipline (stressing the moral and ethical
functions of music in society), may be enormous within any one society and the
teacher’s assumed role is to achieve balance in the classroom’s micro-society.
am not advocating a laissez-faire approach to music education here; I am merely
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suggesting that justifying its existence today might be based on educational prin-
ciples and aims that could be characterized as cultivating our humanity”® and
nurturing wisdom.

THE NATURE OF CURRICULUM-MAKING: AN ONGOING
PROCESS

Despite rapidly changing societies and circumstances, institutions aim to
provide stability; by clarifying general expectations they are assumed to promote
civility and contribute to the happiness of human beings. The stability provided
by institutions that are mindful of their legal and curricular obligations could
well foster music education in schools, academies, and other educational and
artistic environments so that arts can flourish.”

The nature of curriculum-making resembles that of law-making in several
ways. Common-law in particular is subject to the legislative process. The law
could be defined as a set of rules relating to the behavior of common people.
The law-making process does not relate to a particular individual, time, or gen-
eration; on the contrary, it evolves over centuries and as a result of practical
application throughout a long period of history. Cicero stated in his De Repub-
lica that the reason why the political system of the Romans and Roman law were
superior to those of all other countries was that they were created by many peo-
ple over an extensive period whereas other countries introduced laws and
institutions according to the personal recommendations of individuals (such as
Minos in Crete).*

The same could be said of curriculum-making: the experience of practice
through generations should be stressed when curricula are transformed.
Changes should be introduced at the same moderate tempo as changes in the
law are effected in a way that enables its general unchanging principles to be
adapted to the fast development of present society. The deeper levels of the law
and the curricula are the most unchanging (in law, these levels consist of the cul-
ture of the profession and fundamental legal principles), whereas the surface
level (regulations and decisions) reflects the rapid developments and changes in
society.’! In terms of the curriculum, Anglo-American societies in particular tend
to promote the fundamental educational principle of personal autonomy, that is,
the fostering of autonomy in people.*

THE RHYTHM OF FREEDOM AND DISCIPLINE IN THE
CURRICULUM

The concept of “autonomy” has its origins in polis, the Greek city-state: autos
is translated as “self” and nomos as “law.” A Greek city-state had autonomia
when the citizens could introduce their own laws without being under the con-
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trol of a foreign state. Thus, autonomy connoted freedom, self-determination,
and independence. In modern political philosophy, autonomy is connected
more often to individual persons than to states or societies as a whole. A princi-
pal question in Anglo-American countries in particular concerns how citizens
can be subject to the laws of society without compromising their individual free-
dom.” The same problem applies to curriculum-planning: how much freedom
should be left to teachers and pupils (or their parents) when a national or state
curriculum —which resembles a general law-like act—is formulated? The ques-
tion of teacher autonomy and of the tensions it may provoke in terms of pupil
autonomy is also relevant in this context.

Whitehead explores the balance between the two essentials, freedom and dis-
cipline, in education aiming to impart wisdom. He considers these two
principles paramount in the lives of children and for the development of their
personalities. All mental development follows the threefold cycle of freedom,
discipline, and freedom. He calls the first period of freedom the “stage of
Romance,” when the emphasis should be on freedom to awaken the child’s inter-
est and allow him or her to act independently. Following this child-centred stage
of Romance, which is characterized by the freshness of inexperience, there
comes the intermediate period of discipline, the “stage of Precision,” focusing on
the acquisition of knowledge. The importance of knowledge lies in its use and
active mastery and the discipline (when it comes) should satisfy the aim for wis-
dom. The predominant learning experience in this stage is that there are definite
truths as well as right and wrong ways. However, the Romance provides a neces-
sary basis for balanced wisdom. The second period of freedom is the “stage of
Generalization,” including the acquisition of general knowledge based on facts
and theory, in the light of which precise knowledge can be comprehensive. At
no part in the educational cycle can we manage without freedom or without dis-
cipline, and the point is to discover the balance between these two fundamental
principles.**

The curriculum Whitehead suggested is one that is based on the school’s
own needs and developed by its own personnel without external control through
testing. In the spirit of teacher autonomy, there should be no rigid curricula in
schools, universities, or colleges.” This would facilitate individual curriculum-
planning to take account of the needs of each child and to allow for different
perspectives. The notion of a broad education nurturing wisdom in pupils and
students within an optimal balance between freedom and discipline is also appli-
cable to music education. The freshness that is essential in the first period, in
which interest should be aroused, the romance that is always in the background
even when special skills and knowledge are being taught, and the last stage of
generalization leading to understanding provide the basis not only for education
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as a whole but also for general and extra-curricular music education. Bruner
adds a cultural element here: we have to use the part of our cultural heritage that
we have made our own through education when we create our own versions of
the world. Education is a process that has the potential to open up alternative
views on the world when it transmits culture. In terms of curriculum planning it
is a question of achieving an optimal balance between freedom and its limits.*

The notion of freedom without boundaries and limitations is utopian and
even impossible. Even the basic human rights laid down in constitutions and in-
ternational conventions have to be balanced with other rights. Human behavior
is always controlled in some way, and so is education. Bruner refers to deliberate
control when he refers to control by laws, regulations, and formal education. In
a democracy, the ethics and techniques of control are built on different theories
concerning the public and private spheres of life. The public sphere is controlled
by legislation and law-like regulations adjudicated by courts and authorities. The
control instruments of culture include language and myth, pressure, the fear of
rejection and isolation, and limitations in opportunity. This resembles the
Habermasian idea of society divided into the Lifeworld (Lebenswelt) and the
System. However, formal control is not restricted to the public sphere: laws and
regulations also govern very private parts of human behavior and life. According
to Bruner, this constitutes a crisis in various spheres of contemporary life.””

The question of whether music education is part of the public or the private
sphere is a complex one and concerns not only philosophical inquiry but also
political interests. Indeed, several researchers have referred to the “internal”
aspects of musical events and their significance in the lives of human beings. It
is not only the music education of children but also music instruction in higher
education that serves a function other than training in the skills of future profes-
sionals in music. Music teaching should affect the whole personality, although a
high degree of speciality is required of the professional musician. The need for
diverse experiences—perhaps in art forms other than music —is stressed since if
the training is too systematic (especially when it begins very early in childhood),
it may restrict the proper development of the personality. There is thus support
for a wider curriculum not only in general music education but also in the edu-
cation of future professionals. The narrowing effects of what is called the
“hothouse” phenomenon, which involves a great deal of goal-directed activity,
has been remarked on by several researchers, and the importance of internal
experiences connected with a relaxed, non-threatening environment is therefore
stressed: it is within this kind of environment that music has its strongest emo-
tional effects on individuals. In fact, some music institutions nowadays offer a
wider curriculum incorporating not only music studies but also instruction in
other arts such as dance and drama. Thus the students are offered the opportu-
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nity to engage in shared aesthetic activity that may lead to more deeply personal
and significant musical experiences than they would find in a very narrowly spe-
cialized music curriculum.?

Personal autonomy is more than an educational aim: autonomy in the con-
text of curriculum-making refers to the right to create a curriculum within an
institution without being under the control of state authorities. Freedom in edu-
cational activities such as curriculum planning is related to the degree of
autonomy, which cannot be separated from the historical context. In terms of
music education, a high degree of autonomy enables academies, colleges, and
schools to arrange their programs according to their own values and aims, while
taking into account the needs of their students and the strengths of their teach-
ers. On the other hand, it may indicate strong internal control within the
institution and a particular music teacher may even have less freedom to decide
on matters connected with his or her subject within an autonomous institution
if the internal control (by colleges, head teachers, or the rector, for instance) is
very tight. Moreover, the degree of autonomy usually fluctuates: some educa-
tional sectors may be given more autonomy while there is more control in
another field. Each individual institution has its micro-politics and its adminis-
trative constraints, for instance. The influence of tradition and the limits on
freedom caused by external testing, inspections, and evaluation have also been
noted. Complete freedom and autonomy could be regarded as a myth since they
are always relative to the time and place in question.”

In fact, almost any educational act, and one resulting from so-called equal
dialogue between educator and pupil, could be said to include indoctrination of
some kind since it is almost utopian to suggest that the visions of educators are
not imposed on students, even though, theoretically, the idea would only be to
create a fruitful nursery in which the “plants” (pupils) could grow. In today’s
post-modern society, the teacher is not automatically regarded as an authority
above but has to earn the pupil’s confidence in any given situation. The post-
modern curriculum is more of a process than a product: it is a spiral-like
phenomenon, which the pupil enters with the help of an adviser-educator within
a dialogue aimed at nurturing wisdom—in other words, understanding, respect,
caring, and humanity.®

THE RHYTHM OF FREEDOM AND DISCIPLINE: BRITISH
EDUCATION AS AN EXAMPLE

The rhythm of freedom and discipline is perceptible in British curriculum-
making in several respects. Historically, the period before the Educational Re-
form Act of 1988 has been described as a time of teacher autonomy without too
much state control. The 1944 Education Act included no directive other than
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the compulsory inclusion of religion, while the period from 1944 until the be-
ginning of the 1960s has been described as the Golden Age of teacher control
(or non-control) of the curriculum. The child-centred view that prevailed in the
1970s emphasized the importance of child autonomy in decisions about his or
her life without any undue adult pressure. This period (connected to the “Sum-
merhill ideology”) resembled Whitehead’s Romance in which the emphasis is
on giving freedom to the child to act for him or herself. The rhythm changed,
and psychological and philosophical theories were used as a basis in formulating
curricula. During this period the discipline and the limits of freedom were con-
structed by academic experts (such as Jean Piaget, Paul Hirst and R. S. Peters)."!
The centrally-determined National Curriculum that is currently in force, which
includes a program of national testing, limits the freedom of individual schools
and teachers. In Whitehead’s terms, this might be characterized as the General-
isation stage (although the regulations may sometimes be so strict that it resem-
bles the Precision stage). The point is to discover the optimal balance between
freedom and discipline, to establish the fundamental principles of education.*

The rhythm of freedom and discipline is also perceptible within music edu-
cation and the contents of music curricula. According to Lucy Green, some forty
years ago, general music education in Britain was built mainly on Western clas-
sical music and folk songs. The emphasis was on musical appreciation rather
than on tuition in active music-making such as composing, for instance. By com-
parison, the present time is a time of freedom, at least as far as musical genres
and activities in the classroom are concerned. Composing and improvising, play-
ing different instruments, singing, as well as listening to popular, folk, and
classical music from all over the world are all included in general music educa-
tion. Pupils explore different processes and contexts of musical genres and styles
and compare how music reflects the contexts in which it is created. The broad
aims of music education are formulated in the National Curriculum for Music,
in which composition is a central activity. Even the youngest pupils (the three-
and four-year-olds) are expected to be taught to express their creativity. In
Green’s view, the development from a narrow to a broader music curriculum
reflects the role of music in the present multi-cultural society: the diversity is con-
nected to wider social changes in musical engagement outside the school.
Moreover, Susan Hallam sheds light on music as a means of communication
providing shared experiences within today’s society.*

THE NORDIC BALANCE BETWEEN FREEDOM AND
DISCIPLINE ON THE INDIVIDUAL AND SOCIETY

The 1960s were a time of growth in the role of music in education and in
political interest in it in the Nordic countries. At the same time (in the late
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1960s), the relevance of extra-curricular music education was noted in Finland
when music schools were granted state support based on a special law. The prin-
cipal educational values favored social aims: the principle of equality and the
right of children and adolescents to education regardless of their economic,
social, and regional background.* Research within curriculum theory shows
how education is influenced by the ongoing tendencies in society: notions con-
cerning what is important are connected to how knowledge is classified as
relevant. These societal trends have their artistic, aesthetic, and musical dimen-
sions—as in the tensions between the relative values placed on popular and
classical music. Here, too, the music curricula in the 1960s and early 1970s
focused on Western classical music composed and performed by the great mas-
ters, as well as on traditional folk music.”

Musical pluralism challenged traditional aesthetic aims in the 1980s and
1990s, and the emphasis was placed on musical activity.* At the same time, there
was a shift from a centrally-directed curriculum towards locally created school
curricula. Schools were granted more freedom, especially in the 1990s. The cur-
riculum code of this period could be described as communicative in an
international, dynamic, and media-driven society. Local autonomy was empha-
sized and power was in the hands of teachers and pupils in terms of deciding on
the aims and the contents of education. In other words, the “hidden curriculum”
was becoming more visible.*’

The pluralist view of music in education currently prevails in the Nordic
countries.” This new approach is connected with theories of contextual learning
and socially-shared cognition, which emphasize contextual and informal out-of-
school teaching. Concepts such as interactionism and guided participation are
used especially in Sweden: the latter means that rules should be learned through
collaborative performance. Pupils’ own musical ideas are valued and their talents
are explored from a relativistic perspective stressing that everyone is capable of
composing, performing, and appraising music.* There is an emphasis on
teacher autonomy: a report on Swedish music curricula in practice (2003) con-
cluded that the music teacher (together with the pupils) is the curriculum, and
not the formal documents.”

The development of Norwegian music curricula has been related to the
music-philosophical categories of formalism, referentialism, expressionism, prax-
ialism, and contextualism. It is argued that the present curricula have become a
“strategy for everything” and that music education serves overall pedagogical,
personal, and social aims. In the Scandinavian context, multiple perspectives are
used at the same time as music education is being legitimized. However, the
political use of music as a means of educating future citizens can also be ques-
tioned: it may not only serve non-musical goals, but could also foster a “pure
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market strategy.” A better basis for justifying music education might be built on
its inherent primary function: aesthetic experience connected with human
feelings.’!

Music education in Finland has been justified both by individual and social
values. The curricula in general education®? stress the importance of participa-
tion and making music: the aesthetic tradition of teaching music has been
combined with a more pragmatic (or even praxial) music-education philosophy®?
emphasizing the value of all kinds of music. A Deweyan approach in terms of
“aesthetic experience” and a holistic view of educational aims characterize the
Finnish philosophy of general music education, and the curricula leave space for
teacher autonomy on the local level. Achieving a counterbalance between the
philosophies of aesthetic music education (referring to a broad interpretation of
the term formalism) emphasizing the value of the product (art work) and praxial
education stressing the importance of the process (music making) is an impor-
tant consideration.”* Moreover, music is considered valuable as a means of
communication, as well as in the achievement of aims such as social skills, self-
expression, and the pupil’s overall growth. Musical products and processes are
contextual —they have to be situated in particular times and places—and so is
music education. Moral and political justification may no longer be based on
universal aims or values that apply to all members of society. On the contrary, a
wide range of values—also within music education—is a fact in the post-modern
world, and ongoing discussion is needed if consensus is to be reached.

CONCLUSION

A relativist approach provides a basis for appreciating many kinds of musical
genres and aims, and the post-modern curriculum is thus characterized as an
open one resembling a portfolio more than a directive document (Lehrplan).”
Justifying music in this kind of curriculum is an ongoing process, a discourse in
which the search for a balance between different aims and values is more impor-
tant than achieving and standardizing them. This does not mean that the
concept of freedom is without limits, although as already stated, individual rights
and freedom in particular are stressed in today’s society. The problem is that if
we accept the relativist view without reservation, we also have to accept the val-
ues of those —such as the fundamentalists—who do not agree with our aims and
values. This would deny the basis of the basic human rights that are considered
to belong to every human being regardless of his or her cultural background: one
of these is freedom of expression. I suggest that these kinds of basic rights and
ethical principles—such as the Kantian imperative of valuing every human
being as an end in itself and not only as a means—form the boundaries, the dis-
cipline, of our freedom.*
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This essay explored the idea of an ongoing, process-based justification of
music education in a postmodern curriculum, seeking a balance between differ-
ent kinds of values and aims, between freedom and its limits. At the same time,
I suggest that there is also a need to build a firm foundation consisting of at least
some universally accepted values and moral and ethical principles (discipline)
into this justification in today’s postmodern world.”” In this respect, these funda-
mental principles could be based on basic human rights such as the freedom of
expression. The values and aims of music education are to be found both beyond
and within the formal curriculum, the principal aim being to educate human
beings in a multicultural society within a broad curriculum based on the funda-
mental principles of global ethics: the intrinsic value of every child, every adult,
and every adolescent.
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